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ABSTRACT
Problem
The purpose of this study was to determine if enhancement of 
children's imaginations by activities in a school classroom could 
improve their creative abilities.
The study was divided into two parts. Part one dealt with the 
effect of the imagination enhancement materials on the figural and ver­
bal creativity of children as measured by the Torrance Tests of Crea­
tive Thinking. Part two looked at the effect of the imaginative mate­
rials on children's choice of reading materials and on the fantasy 
content of their creative writing.
Procedure
The research population for this study was one fifth grade class­
room consisting of 25 students, in the Grand Forks, North Dakota school 
district, during the 1975-76 school year. The classroom was selected 
with the aid of the Coordinator of Elementary Education of the School 
District. The teacher recommended was given the option of participation 
in the study. The teacher was given two preparatory sessions with the 
investigator prior to the beginning of the experimental period in order 
for him to become familiar with the materials to be used.
Part one of the study was investigated in the following manner. 
The students were given the Torrance Tests of Creative Thinking - figural
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form A and verbal form B as a pretest. They were then given experiences 
with the imagination enhancement materials for 8 weeks. This constituted 
the experimental period. The materials primarily were composed of records 
of radio programs such as The Shadow and Suspense and games from the book 
Put Your Mother On The Ceiling. Following this experimental period stu­
dents were posttested on the same forms of the Torrance Tests of Creative 
Thinking and a t test was run to determine significance.
Part two of the study was performed heuristically. Each week the 
names of the books which were chosen from the school library were recorded 
and classified as to the fantasy or reality content in order to determine 
if any change in reading habit had occurred. Four times during the period 
the children's creative writing was analyzed for certain fantasy factors 
to determine if more fantasy writing occurred in the later stages of the 
study.
Results
1. Imagination enhancement materials did not significantly affect 
verbal creativity scores.
2. Imagination enhancement materials did significantly affect 
figural creativity scores, especially fluency which was significant at 
the .001 level.
3. There was no generalized trend in the choice of reading mate­
rials of the students.
4. Creative writing showed no increase in fantasy factors. The 
stories, however, became longer and were written less in narrative style 
and more as dialogues.
CHAPTER I
INTRODUCTION
The study of creativity in America began in earnest with Guil­
ford's (1950) speech to the American Psychological Association in which 
he commented on the lack of research done in this area:
I examined the index of Psychological Abstracts for each 
year since its origin. Of approximately 121,000 titles 
listed in the past 23 years, only 186 were indexed as 
definitely bearing on the subject of creativity. The 
topics under which such references are listed include 
creativity, imagination, originality, thinking, and 
tests in these areas. . . .  Of the large number of text­
books on general psychology, only two have devoted sepa­
rate chapters to the subject during the same period (p. 445).
This dearth of materials has in the last quarter century been 
remedied by many researchers, perhaps most prominent among them are 
Torrance, Getzels and Taylor. Researchers in this field have looked 
at the creative production of students and have drawn conclusions from 
these works. Torrance (1964) commented on this fact: "Nearly all of 
the studies of creativity during the elementary years, like those 
studies of preschool years, have limited the scope of their observa­
tions to the manifestations of creativity, and so seriously curtailed 
the accumulation of knowledge" (p. 81). Few have taken a look at the 
beginnings of this creative production, the inner visualization that 
is called imagination.
It may be that during the 1930's and 1940's, the "golden age" 
of radio drama, people were more in touch with their inner eye— the
1
2imagination. Each person who listened to such programs as The Shadow, 
or Buck Rogers knew with great certainty exactly what these characters, 
their associates, and equipment looked like. Yet it would be highly 
unlikely that any two sets of images were alike. A personal involve­
ment with the internalization of images was necessary. Today, with the 
preponderance of television viewing by adults and children alike, this 
personal involvement is gone. Casting directors and set designers in 
New York and Hollywood spell out in graphic detail what the characters, 
locations, and equipment look like. Nothing is required of the viewer 
except to sit back and be entertained. This non-participation in the 
images which are presented may be a contributing factor in the apparent 
lack of willingness of some students to involve themselves in internal 
visualization.
It had been the experience of this investigator during his own 
teaching career that some children in the upper elementary grades were 
unwilling to give any evidence of internal visualization and having 
seen beyond what was actually shown. For these children visual stimuli 
were needed as jogs to aid them in their imaginative activities. Along 
with this was the reluctance to let go of reality for a time and let 
fantasy surface during creative writing times or to look beyond obvi­
ous solutions to find alternative ways to solve problems, or perform 
school assignments.
As a classroom teacher, it was the opinion of this investigator 
that it was important to give students the opportunity to develop or 
rekindle the ability to use their inner eye. One of the methods which 
this investigator had used to meet this objective was the playing of 
tapes and records of old radio programs such as The Shadow and The
3Green Hornet. In this way the children had the opportunity to "see" 
drama without the visual clues provided by such supplements to a story 
as pictures and films. In order to see the stories they needed to pro­
vide themselves with pictures of the characters and situations in their 
minds. The investigator felt that this would lead to other imaginative 
activities.
A popular notion among many people has been that imagination 
could be classified as merely hallucinations or daydreams. Peter 
McKellar (1957) holds, however, that "imagination is cumulative. . . . 
Yet thought products are not unoriginal because of this cumulative 
nature of imagination nor because of the perceptual origin of their 
content. Originality can arise from the connection, rearrangement, 
and fusion of perceptions" (p. 11). It appears to be his view that 
imagination is more than dreams and hallucinations; it is the base of 
all thought. This investigator believes that it should be a prime 
objective of teachers to allow children to grow and develop in diver­
gent ways, to use their imaginations in order to find alternatives to 
the prevailing reality boundness of many schools, and to enter, for at 
least a small portion of time, the world of fantasy.
This study was designed to obtain information about the stimu­
lation of children's imaginations which lead towards the development 
of creative activities. Activities which have been chosen as being 
indicative of growth in the creative area are more use of fantasy or 
less adherence to reality in creative writing and increased selection 
of fantasy literature for reading.
4A Historical Perspective of Theories of Creativity
Creativity has been viewed from several vantage points.
In Ion, Plato claimed that creativity is divinely inspired.
The gift you possess of speaking excellently about Homer is 
not an art, but, as I was just saying, an inspiration; there 
is a divinity moving you. . . .  In like manner the Muse first 
of all inspires men herself; and from these inspired persons 
a chain of other persons is suspended, who take the inspira­
tion.
Kneller (1965) in commenting on this view of creativity stated 
that the idea of creativity coming from some supernatural force persists 
even today in the writings of men such as P. A. Sorokin and Jacques 
Maritain. Kneller says that those who subscribe to this view of crea­
tivity believe that it is "a gift (which) springs from inspiration 
rather than education" (p. 19).
At other times creativity has been compared to madness. Kneller 
(1965) holds that this view "began with Plato, who did not distinguish 
very carefully between the frenzy of divine visitation and that of mad­
ness" (p. 20). He goes on to say that this view persisted even through 
the time of Shakespeare, who wrote in The Midsummer Night's Dream:
The lunatic, the lover, and the poet 
Are of imagination all compact (v,i, 7, 8)
Another view of creativity that had been espoused is that crea­
tivity is a form of intuitive genius. Kneller quotes Kant, who in The 
Critique of Judgement (1790) stated that creativity is a process which 
"makes its own rules, obeys its own unpredictable laws," and conse­
quently cannot be taught. Kneller (1965) then says that to those who 
subscribe to this point of view, "creativity, then, cannot be generally 
educated because it is unpredictable, nonrational and limited to a few 
unusual people" (p. 21).
5There are other theories of creativity which take opposition to 
the views as stated above. These are views which claim that creativity 
is not limited to a few special people but a trait which can be found 
in all people and be improved through education.
Edward Sinnott is one of the authors who advance the theory that
life itself is creative. According to Mike and Nancy Samuels (1975)
"Sinnott believes the creative process takes place in the universe" (p.
210). He (Sinnott) claims (1959) "In dreams and half-dreaming states
the mind is filled with a throng of images and fantasies . . . here the
natural tendencies and predilections of living stuff come to expression"
(p. 25). Peter McKellar (1957) agrees with this:
In dreams all things are possible. Things "just happen" in 
dreams, and happen in ways that violate the laws ordinarily 
controlling events. The dreamer himself seems prepared to 
accept without surprise or alarm deviations from these laws 
upon which, when awake, he confidently relies (p. 1).
Similarly, others hold a view of creativity as a cosmic force. 
Kneller (1965) stated that to those who hold this perspective that 
"Human creativity has also been seen as the expression of a universal 
creativity imminent in everything that exists" (p. 23).
The way in which one views creativity colors the view one has 
of its place in education. If one views creativity as a quality exclu­
sively of an internal source such as a divine gift, or madness or 
intuitive genius, education would have no place in trying to encourage 
or promote creative pursuits. Yet if one sees creativity as either a 
life or cosmic force it would seem that the schools should encourage 
the development of creative activities.
6Definitions of Creativity
There have been many definitions of creativity. Those selected 
for discussion below focus on the process of being creative.
Rollo May (1974) psychotherapist and author of many books includ­
ing Love and Will (1969) and The Courage to Create (1975) says that the 
word create means "the capacity to form something new" (p. 16). He uses 
the myth of Prometheus to illustrate his theorem that it takes courage 
to create. He says of Prometheus, "What does this myth mean? This 
little aspect of the myth is a symbol of the creative art. It is a 
symbol of the agony and suffering that goes into authentic creativity"
(p. 16).
Clark Moustakas of the Merrill-Palmer Institute of Human Devel­
opment and Family Life and author of several books on child development 
and education, including Creativity and Conformity (1967), believes that:
To be creative means to experience life in one's own way, to 
perceive from one's own person, to draw upon one's own 
resources, capacities, roots. It means facing life directly 
and honestly; courageously searching for and discovering 
grief, joy, suffering, pain, struggle, conflict and finally 
inner solitude (p. 27).
It is interesting to note that both Moustakas and May use the 
term courage in their definitions, implying that the creative person 
must be willing, and able, to face the wrath of less creative minds. 
Others who have written of the creative process have not regarded the 
aspect of courage in their definitions, concentrating rather on the 
process.
W. J. J. Gordon, founder of the Synectics Group (a group devoted 
to developing the creative problem-solving potential in people), and the 
author of Synectics (1961), defines creative process as "the mental
7activity in problem-stating, problem-solving situations where artistic 
or technical inventions are the result" (p. 24), and states that "in 
all creative activity the process itself is satisfying" (p. 117).
Another definition of the creative process is by E. Paul Torrance 
(1970). Torrance is the developer of the Torrance Tests of Creative 
Thinking, a variety of instructional materials designed to encourage 
creativity, and the author of more than ten books on creativity and the 
creative child, including Guiding Creative Talent (1962), Rewarding Crea­
tive Behavior (1965), and Encouraging Creativity in the Classroom (1970). 
His definition of creativity is:
Learning creativity takes place in the process of becoming 
sensitive to or aware of problems, deficiencies, gaps in 
knowledge, missing elements, disharmonies, and so on; bring­
ing together in new relationships available existing infor­
mation; defining the difficulty of identifying the missing 
elements; search for solutions, making guesses, or formulat­
ing hypotheses about the problems or deficiencies; testing 
and retesting them; perfecting them; and finally communicat­
ing the results (p. 1).
There are other researchers who define creativity not in terms 
of the creative process but rather in terms of the product. Both Rhodes 
(1961) and Kagan (1967) use creative products as their bases for defini­
tions of creativity. Rhodes said that creativity is "a noun naming the 
phenomenon in which a person communicates a new concept (which is the 
product)" (p. 305), and Kagan says that "creativity refers to a product, 
and if made by the man, we give him the honor of the adjective. . . .
The attributes that define a creative invention are multiple and include, 
at a minimum, its novelty and appropriateness, as well as its structural 
relation to an existing matrix of ideas" (p. viii).
One final theory of creativity which will be cited in this sec­
tion is that of F. E. Williams, the developer of the Total Creativity
8Program (a program of instructional materials designed to stimulate crea­
tivity), and the author of several articles about creativity, who defines 
creativity as follows:
Creativity is not a single trait but a multitude of talents 
and skills including both divergent thinking and the usual 
academic skills, acquisition of information, and convergent 
thinking taught in schools. . . . Creativity is essentially 
the ongoing problem-solving process which all persons use 
and depend upon (Cole and Parsons, 1974, p. 197).
This Investigator's Theory of Creativity 
This theory is based on the idea that it is the process which is 
the important factor in the recognition of creativity and that creativity 
stems from the imagination. The person must first perceive a problem to 
be solved or a need to be met within his own mind. He then visualizes 
solutions or products or alternatives, still internally, finally arriving 
at the solution which can then be externalized. This discovery, that a 
person makes on his own, that arrives with the sudden burst of insight 
known as effective surprise, that solves a problem or meets a need or 
produces a product never before solved, met, or produced by that person, 
is the essence of the creative process.
For the purposes of this study, creativity will be defined as the 
qualities of fluency, flexibility, and originality evident in the crea­
tive productions of the students. Fluency is the production of many 
ideas on a given subject; flexibility is the trying of many different 
ideas or categories of ideas on a given subject; and originality is the 
production of unusual ideas. These will be evidenced in several ways, 
the Torrance Test of Creative Thinking, creative writing, and choices of 
reading materials. In order to make these productions, the children will 
need to go through the creative process described above.
9Imagination - Theory and Definition
Alex Osborn (1963) stated that "imagination takes many forms—  
some of them wild, some of them futile, some of them somewhat creative, 
some of them truly creative" (p. 27). He says that the unhealthy forms 
of imagination such as hallucinations or delirium are uncontrollable.
The controlled forms of imagination produce creative functions. 
These forms he calls visual imagery, the power to see things in the 
mind's eye. Osborn said that there are several forms of this visual 
imagery. The first he called speculative imagery. Here memory plays 
a very minor role. The next is what Osborn termed reproductive imagin­
ation. This works only for the past, it helps recall and bring pictures 
back into our minds. The final form he termed structural visualization, 
the directing of visual powers at will.
Gordon (1961) advocated the use of these powers of the mind in 
order to solve problems. He named this approach Synectics, the joining 
together of two or more disparate ideas in ways they had not been joined 
previously. This approach uses the idea of making the strange familiar, 
while making the familiar strange. The Synectics approach uses the tech­
niques of personal analogy, "How would I act if . . .," direct analogy, 
comparison of parallel facts, knowledge, or technology; symbolic analogy, 
objective impersonal images to describe the problem; and fantasy analogy, 
imagining the best possible world in which the problem has been solved. 
Gordon stressed the use of the controllable powers of the imagination for 
solving problems and finding alternatives to the standard ways of looking 
at problems and needs.
The stimulation of these controllable powers of the imagination 
was an area of emphasis for Richard deMille, a consulting psychologist
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at the University of California at Santa Barbara. He developed a series 
of games designed to stimulate children's internal visualizations. These 
can be found in his book, Put Your Mother On The Ceiling (1973). He 
explains his philosophy in the following manner: "Fantasy has been vin­
dicated from charges that it is useless or neurotic and has been recog­
nized as an indispensable resource for normal living" (p. xiv). He con­
tinued, "one purpose of imagination games is to open up the closed ter­
ritory of the mind . . . "  (p. 21). His philosophy requires that the 
child be able to enter the world of fantasy and return to the world of 
reality and to know "that each is good in its own time" (p. 17). It 
is difficult to approach and keep straight the separation of reality 
and fantasy, so the author had built into his games clues to let the 
child know where fantasy ended and reality began again.
Another author who has been concerned with the stimulation of 
imagination is Robert McKim, the director of Stanford University's 
Imaginarium. He claimed that everyone possesses imagination and those 
who say that they do not are really only professing their lack of aware­
ness. He said (1972) that imagination "is more than the power to be 
creative. Imagination is all that you have ever learned or experienced; 
it is central to your every perception and act" (p. 82). His book is 
concerned with exercises which are designed to help adults bring into 
focus their abilities to think visually.
McKim further expressed the belief that everyone has imagination 
although not necessarily in equal parts, but that most can be trained to 
use this talent:
Although ability to think in relation to inner visual 
imagery is not inherited equally, those people who see 
little or no inner imagery should not be too quick to
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consider themselves genetically shortchanged. It is my 
contention that almost everyone can learn to experience 
and use some form of mind's eye imagery (p. 84).
Many others have lent support to the notion of the importance of 
the imagination in living. Albert Einstein claimed that "imagination is 
more important than knowledge," Lewis Lapham (Harlow, 1974, p. 5) said 
that "over the course of time it has been the power of the spirit and of 
the imagination that has shaped the clay of civilization," and Ralph 
Waldo Emerson declared, "Imagination is not a talent of some men but is 
the health of every man."
To this investigator, imagination is the ability to see, create,
and reconstruct internally that which is not actually present and to use
these mental pictures in creation. Inner visualization is the key to
the imagination. It is the belief on the part of this researcher that
all creative thought and creative activity begins in the imagination.
This writer agrees with Osborn's view that this creative imagination
does not work automatically, but that it must be triggered by intent
and fueled by effort. Osborn (1963) has stated:
Unlike other forms of imagination, the truly creative is 
seldom automatic. Even when it seems to work without our 
bidding, it is usually because we have been trying to make 
it work. Therefore, creativity is more than mere imagina­
tion. It is imagination inseparably coupled with both 
intent and effort (p. 35).
The Relationship of Imagination to Creativity 
Images are the beginnings of the creative process. One needs to 
"see" internally the problem and sometimes even the product, before one 
can attempt to begin the creative process. Simpson (1922) said that 
"one gets an image of some object that one wishes to draw, but that
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the whole thinking process is involved in forming this association of 
neurograms" (Torrance, 1974, p. 9).
Creativity does begin in the mind, and the imagination is the
neurophysical function of the mind which acts as the starting point.
The relationship of imagery to creativity and its application in school
was noted by Durio (1976). She stated:
The use of imagery as a mnenomic device has been well estab­
lished, but with a demonstrated relationship to creativity, 
curricular application might make use of imagery training 
to further creative problem-solving (p. 242).
Role of Creativity and Imagination in Schools
In 1962 Getzels and Jackson discovered that teachers prefer most 
to teach highly intelligent, high achieving students rather than average 
students, and prefer to teach average students rather than creative stu­
dents. Trachtman (1975) agrees with this and takes it a step further:
Intelligence gets A's in typical classwork; the teacher is 
fulfilled and rewarded by the intelligent student whose 
tests are models of accuracy, clarity and responsiveness.
Creativity may get A's in some courses; it may also flunk 
some when it challenges the teacher's intellectual struc­
ture, when it proposes fresh, radical or unsettling 
approaches and when it chooses to travel via overgrown 
byways rather than the broad and expansive highway of 
traditional analysis (p. 37).
Schools and educational establishments have been geared to reject 
the unusual and accept the trite. Stern (1973) said that "Educational 
institutions prefer, and are subtly organized to reward those who absorb 
and regurgitate the educational heritage" (p. 4). deMille (1973) pointed 
out that a common complaint of college instructors is that by the time a 
student reaches that level " . . . he is in short a conformist bore" (p. 5).
Cole and Parsons spoke to the idea of conformity (1974) when they 
claimed " . . .  many studies have shown empirically that schooling tends
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to teach conformity in thinking, feeling, and acting at the expense of 
the divergence, open-mindedness and healthy deviation from accepted 
thought and norms— all essential prerequisites for creative behavior"
(p. 187).
This has been the traditional role of creativity in the typical 
school in our society, the role of an outcast left to survive against 
all odds, alone. But the question arises as to whether or not that is 
the role which should be assigned to creativity. Cole and Parsons (1974) 
quote Williams in saying, "The purpose of creativity in school classrooms 
is not to make more children creative, but to release and recognize more 
creativity in all children" (p. 191). Freyberg (Singer, 1973) has shown 
that there are cognitive gains which are associated with the stimulation 
of creativity in children. She cited the work of Smilansky, Lovinger, 
and Singer in three separate areas of the world to show the types of 
cognitive gains which resulted from creativity enhancement. These 
researchers have given their evidence that creativity is a teachable 
commodity, and have in their research studies shown its values to the 
lives of their students both affectively and cognitively.
In the opinion of this investigator, it is of paramount impor­
tance to encourage, accept, and reward creative behavior in the schools. 
For this reason, this research was undertaken.
Definitions
Creativity. The uniqueness of a product which results from a 
person's use of the internal process for problem solving or invention. 
This will be operationally defined in this study as being reflected by 
scores obtained on the Torrance Test of Creative Thinking— figural and
verbal tests.
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Imagination. The internal imagery which proceeds the creative 
process. It is the seeing in one's head pictures or images which one 
can then use as the basis of creative production.
Imagination Enhancement Materials and Activities. The materials 
provided by the investigator in order to stimulate internal visualization. 
These materials included records of old radio adventure and comedy pro­
grams and the book of children's imagination games by Richard deMille 
(1973), Put Your Mother On The Ceiling.
Fantasy content. The number of improbable events contained in 
written productions.
Flexibility. The producing of ideas of different types or cate­
gories on a single subject.
Fluency. The producing of a large number of ideas on a given
subj ect.
Originality. The producing of uncommon ideas on a subject.
Reality-boundness. The remaining strictly within the realm of 
possibility in written productions.
Visual imagery (internal visualizations). The images, visual 
only, which occur within the mind of the person and enable him to "see" 
with his mind's eye things which are not visually present.
Statement of the Problem
Can imagination be stimulated by activities used in the class­
room? If one accepts the view that creativity should be encouraged in 
schools, and that imagination is the basis of the creative process, then 
the question as stated seems to be one which is in need of study.
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This study was designed to investigate two areas of this ques­
tion. The first was:
Would there be an increase in the creative thinking of students 
in fluency, flexibility, and originality as measured by the Torrance 
Test of Creative Thinking following use of materials believe to stimu­
late imaginations? The two hypotheses for this question were expressed 
in null form as follows:
1. There will be no increase in verbal creative thinking, as 
indicated by the Torrance Test of Creative Thinking, verbal test form 
B, after use of imagination enhancement activities.
2. There will be no increase in figural creative thinking, as 
indicated by the Torrance Test of Creative Thinking, figural test form 
A, following the use of imagination enhancement activities.
The second area investigated in this study was expressed in the 
question: What would be the effect on student’s creative behaviors as 
a result of working with imagination enhancement activities? Would 
they, in their creative writing become less reality-bound and more 
inclined to flights of fantasy? Would they choose to read more books 
of fantasy content than they had previously? There were two hypotheses 
expressed in null form for this section:
1. There would be no change in the amount of reality boundness 
reflected in children's creative writing after the use of materials 
designed to enhance imaginations.
2. There would be no change in the number of fantasy content 
books chosen by the children for recreational reading purposes after 
the use of imagination enhancement materials.
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Overview of Methodology
An experimental classroom was chosen from among the fifth grade 
classrooms in the Grand Forks, North Dakota School District, with the 
assistance of the Elementary Coordinator of the district.
The teacher of this classroom was given two training periods 
prior to the start of the experimental period. One dealt primarily 
with the classroom structure which would be required for the study.
This structure meant commitment to the following:
1. Use of the imagination enhancement materials, which were 
provided by the investigator, for a minimum of sixty minutes per week 
for an eight week period.
2. Have a creative writing period at least four times during 
the eight week period, making available story-starter cards provided 
by the investigator, and retaining the samples for collection and 
analysis by the investigator.
3. Keep anecdotal records of materials used and class' and 
teacher's reactions and comments.
4. Have the class go to the school library once a week as a 
group for free-choice of reading material and provide access to the 
investigator of records of book selection.
5. Allow the investigator to observe in the classroom during 
the eight week experimental period.
6. Allow the investigator to administer the Torrance Test of 
Creative Thinking as a pre- and posttest. Within the limits placed by 
these requirements the teacher was allowed to use the materials in any 
manner which fit into his classroom routine.
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The second training session dealt primarily with the use of the 
materials themselves. Suggestions were made by the investigator for ways 
in which the materials might be used successfully. The teacher had the 
opportunity to listen to, read, and use the materials in order to fami- 
larize himself with them. He also had an opportunity to ask any questions 
he had concerning the materials and/or the study.
It was established at this meeting, that the teacher and investi­
gator would meet together once per week to discuss materials used, reac­
tions to these materials, suggestions for use, and any new materials 
which might have become available for use.
The question raised in the first part of the study was, would 
there be an increase in the creative thinking of students in fluency, 
flexibility, and originality as measured by the Torrance Test of Crea­
tive Thinking following use of materials believe to stimulate imagina­
tions?
The following procedure was used to answer this question. The 
students were given the Torrance Test of Creative Thinking, figural test 
form A, and verbal test form B, by the investigator. This was followed 
by an eight week period during which they used the imagination enhance­
ment materials with the classroom teacher. At the end of this period 
they were posttested using the same forms of the Torrance Test of Crea­
tive Thinking. Pretest mean scores were then compared with posttest 
mean scores utilizing the t test.
The second question raised in this study was stated as, what 
would be the effect on student's creative behaviors as a result of work­
ing with imagination enhancement activities? Would they, in their crea­
tive writing become less reality-bound and more inclined to flights of
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fantasy? Would they choose to read more books of fantasy content than 
they had previously?
The area of the study which was dealt with in the second question 
was studied in the following heuristic manner. At least four times dur­
ing the eight week period the students were given an opportunity to do 
creative writing, using, if they wished, story-starters provided by the 
investigator. These story-starters included both high and low fantasy 
type starters (a listing can be found in Appendix A). The starters were 
available for use only if the student wanted them; it was not required 
that they be used. The investigator collected these writing samples and 
analyzed them in terms of fantasy content (the checklist form used for 
this can be found in Appendix B).
Once a week the class x*ent to the school library as a group.
Prior to this visit the investigator set up a display of books in a vis­
ible area of the library. The display contained books of both reality 
and fantasy content. The children were free, but not required, to check 
out books from this display. Nothing was said about these books, the 
display simply made them more visible. The display contained different 
books each week. After the class left the library, the cards they 
signed for checking out books were analyzed to determine the number of 
fantasy-content and reality content books checked out; the number of dif­
ferent students checking out fantasy books; and comparison of boys and 
girls book selections in terms of fantasy or reality content (the form 
used can be found in Appendix B). These were analyzed to determine any 
changes in reading habits over the course of the experimental period.
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Description of the Materials
Imagination Games were those found in the book Put Your Mother On 
The Ceiling (1973) by Richard deMille. An example of one of these games 
is found in Appendix D.
Old radio programs were available on records and tapes of origi­
nal broadcasts from the decades of the 1930's and 1940's. These included 
such programs as The Shadow, Suspense, and Mercury Theater On The Air's 
1938 production of War of the Worlds. A more complete listing of the 
episodes used can be found in Appendix E.
Books used in the library portion of the study were books which 
were available in the school library. A complete listing of the books 
used for the weekly displays may be found in Appendix C.
Story starters were provided by the investigator on 3 x 5 inch 
index cards and were not labeled as being either high or low fantasy.
Some of the ideas for the high fantasy cards were taken from Making It 
Strange (1968), a series of creative writing workbooks published by the 
Synectics Corporation. A listing of story-starter samples can be found 
in Appendix A.
Delimitations
This study was delimited to 25 pupils in an urban area of a rural 
state (Grand Forks, North Dakota). The children involved in the study 
were all in the fifth grade and were 10 and 11 years old. The study was 
delimited to an eight week experimental period.
Summary
It was shown that creativity has been viewed from several perspec­
tives throughout history, some of these views implying that the creativity
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of persons could not be enhanced through education since it was totally 
internal and others stating that it was educable due to its universal 
nature. For this study it was presumed that the creativity of children 
could be enhanced and that imagination, internal visualization, was the 
basis for all creative thought.
In this light the study was designed to answer the following 
question: Can imagination be stimulated by activities used in the 
classroom? This was divided into two areas. First, what would be the 
effect of the use of imagination enhancement materials on the creative 
thinking of students as measured by the Torrance Test of Creative Think­
ing; and second, what would be the effect on student's creative behaviors 
after using the imagination enhancement materials? This section was 
looked at through the media of children's creative writing and their 
choices of recreational reading materials.
The materials used to enhance imaginations included such items 
as imagination games written by Richard deMille (1973), records and tapes 
of old radio adventure and comedy programs, and story-starters for crea­
tive writing.
The study was done in a fifth grade classroom in the Grand Forks, 
North Dakota School District with twenty-five students over a period of 
eight weeks.
CHAPTER II
REVIEW OF THE LITERATURE 
Creativity Studies
Definitions of creativity, according to Rhodes (1961), have been 
generally divisible into four categories. These categories are dependent 
upon the major emphasis of the author. The first deals with the process 
that a person goes through in order to produce a product or idea. The 
second deals with the traits of the creative person. The third deals 
with the creative product produced, and the fourth with the creative 
press or societal pressures on the creative act.
This chapter will be divided into sections dealing with each of 
these four categories. Following that discussion is a section concern­
ing the importance of creativity and selected programs which have been 
designed to enhance its development. The final area of this chapter 
deals with various authors' opinions concerning the importance of the 
imagination.
Creative Process
Wallas (1926) identified four phases of the creative process:
(1) The preparation phase— an investigation of the original idea, i.e., 
familiarization with the works of others about the problem. (2) The 
incubation phase— the time during which the unconscious takes over and 
the idea goes into a resting period. (3) The illumination phase~a
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sudden finding of solution. Bruner has named this phenomenon effective 
surprise. Effective surprise occurs at that moment in which all of the 
parts fall into place. The solution is suddenly apparent or the prob­
lem’s resolution becomes known. Koestler (1964) calls this the " . . .  
Eureka act— the sudden shaking together of two previously unconnected 
matrices . . . "  (p. 212). (4) The verification phase-revision and com­
munication of the solution— the stage of finalization and sharing with 
others of the product.
Kneller (1965) added a phase, "first insight," which would pre­
cede the four phases described by Wallas. This is the initial appre­
hension of an idea to be realized or a problem to be solved" (p. 48).
How a person reaches this initial apprehension is not yet understood, 
but this insight is something which must occur for the process to start.
Koestler (1964) states that the process of the development of 
branches of science is similar to the creative process of individuals.
He agrees with Wallas’ stages idea and uses them as the basis of his 
theory. "There are certain analogies between the characteristic stages 
in the history of an individual discovery, and the historical develop­
ment of a branch of science itself" (p. 224). He further compares the 
stages of the creative process, as listed above, with stages in the 
process of scientific advancement.
The period of incubation, with its frustrations, tensions, 
random tries, and false inspirations, corresponds to the 
critical periods of "fertile anarchy" which recur from time 
to time in the history of every science (p. 224). . . . The 
Eureka act proper, the moment of truth experienced by the 
creative individual, is paralleled on the collective plane 
by the emergence, out of the scattered fragments, of a new 
synthesis, brought about by a quick succession of individual 
discoveries— where, characteristically the same discovery is 
often made by several individuals at the same time. . . . (p.
225). The last stage— verification, elaboration,
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consolidation— is by far the least spectacular, the most exact­
ing, and occupies the longest periods of time both in the life 
of the individual and in the historical evolution of science 
(p. 225).
In contrast to this, Rollo May (1959) has concluded that there 
are only two stages in the creative process
1. The Encounter— The essential point is not the presence 
or absence of voluntaristic effort, but the degree of 
absorption, the degree of intensity; there must be a 
specific quality of engagement (p. 59).
2. This leads us to the second element in the creative act, 
namely, the intensity of the encounter. . . .  By what­
ever name one calls it, genuine creativity is character­
ized by an intensity of awareness, a heightened con­
sciousness (p. 61).
In contrast, there are other authors who do not deal with the 
creative process in terms of the steps that are gone through, but instead 
define the creative process in terms of its relationship and importance 
to the life of the person.
Leopold (1973) holds the position that the process of creativity 
is "the process of continuously being stimulated by new and vital experi­
ences and by constant experimentation with ideas, knowledge, and mate­
rials at his command, and finally the ever new and expressive products 
are all phases of creativity, no one of which is possible with out the 
other" (p. 40). While to Carl Rogers (1959) the creative process is 
"the emergence in action of a novel relational product, growing out of 
the uniqueness of the individual on the one hand, and the materials, 
events, people, or circumstances of his life on the other" (p. 71).
The role of the conscious imagination on the creative process 
is an area which was dealt with by Sinnott (1959). He contrasted this 
process with that of the unconscious creativity.
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An act of unconscious creativeness is dramatic and conspicuous 
but relatively rare. It is difficult, however to draw a line 
between such a process and others much more common, products 
of the conscious mind which we call acts of creative imagina­
tion. Here the unconscious may have a share, also, but the 
process is in unconsciousness. From this comes the creation 
of most works of art, at least in their final state, and the 
solution of most scientific problems (p. 27).
The process which one must go through in order to bring into 
being a new product or solve a problem seems to be a process which has 
been studied by many people, such as those noted above, and generaliza­
tions have been made as to its stages and importance, yet this is only 
one area of the total picture of creativity. Rhodes (1961), as noted 
earlier, pointed out that other theories of creativity deal with the 
traits of the creative person.
Creative Persons
The traits of creative individuals have been studied by several 
researchers to determine if generalizations could be made as to these 
attributes and whether these traits could be developed through education 
and training programs.
Torrance (1965) reports the findings of MacKinnon that creative 
people "have strong self-images or self-concepts, are both more sensi­
tive and more independent than their peers, make more unconventional 
responses, have considerable senses of humor, and the like" (p. 40).
He (Torrance) continues to list other personality variables which are 
present in creative motivation. He states that these represent:
A need to manipulate objects or artifacts through empirical 
analysis, reflection, and discussion; a striving to overcome 
experienced frustration, failure and humiliation; an intense 
vigorous effort as contrasted to sluggish inertia; the giving 
of support to others by providing love, assistance, and pro­
tection; an interest in intellectual activity and problem
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solving; and an introspective oreoccupation with private 
psychological, spiritual, aesthetic, or metaphysical 
experiences" (p. 79).
Kagan (1967) also cited MacKinnon's study of architects in which
he (MacKinnon) wrote of the self concepts of creative people:
Above all else he thinks of himself as imaginative; unques­
tionably committed to creative endeavor; unceasing ly striv­
ing for creative solutions to the difficult problems he 
repeatedly sets for himself; satisfied only with solutions 
that are original . . . .  aesthetically sensitive; an inde­
pendent spirit free from crippling restraints and impoverish­
ing inhibitions; spontaneous; forthright, and self-accepting 
(p. 34).
Other researchers have decided that there are different charac­
teristics of the creative personality than those noted by Torrance or 
MacKinnon.
Kneller (1965) lists twelve traits of creativity in people: 
intelligence; awareness, more sensitivity to his environment; fluency, 
can produce more ideas on a subject than the average person; flexibil­
ity, tries a variety of approaches; originality, has an ability to pro­
duce unusual ideas; elaboration, embellishes his novel ideas; skeptic­
ism, more suspicious of accepted ideas and less suspicious of new one; 
persistence; playfulness, toys with ideas; marked sense of humor; non­
conformity; self-confidence (pp. 62-68).
To Prince (1975) creative thinking is characterized by ten fac­
tors:
1. Wish uncertain of attainment,
2. Retrievals approximate and don't fit situation,
3. High transforming,
4. Comparing leads to more wishes, transforming, to retrievals,
5. Non-logical, approximate,
6. Confusion,
7. Uncertainty,
8. Wrongness
9. Excitement/fear
10. Learning-storing (p. 165).
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He continued that it was disturbing to find that "while many of the char­
acteristics of creative thinking are frowned on and punished, many of 
the characteristics of routine thinking are rewarded" (p. 165).
Getzels and Jackson (1962), in their study of creativity and 
intelligence, used five measures of creativity. These measures they 
felt would give an accurate picture of those abilities which creative 
people are most strong in.
1. Word Association. The subject was asked to give as many 
definitions as possible to fairly common stimulus words.
2. Uses for Things. The subject was required to give as 
many uses as he could for objects that customarily have 
a stereotyped function attached to them, for example,
"brick," "paperclip," "toothpick."
3. Hidden Shapes. The subject was required to find the 
geometric figure that was hidden in the more complex 
form or pattern.
4. Fables. The subject was presented with four fables in 
which the last lines were missing. He was required to 
compose three different endings for each fable: A 
"moralistic," "a humorous," and a "sad" ending.
5. Make-up problems. The subject was presented with four 
complex paragraphs each containing many numerical state­
ments. He was required to make up as many mathematical 
problems as he could with the information given (pp.
17, 18, 19).
They described the high creativity group as those who were in 
the top 20 percent of the group studied on these measures but below the 
top 20 percent in intelligence. Intelligence is a part of creativity, 
but not the most important part.
Davis (1975) also developed a battery of tests, called How do 
You Think, whose purpose is to assess "attitudes, motivations, inter­
ests, values, beliefs, and other personality and biographical matters 
strongly suspected to underlie creative behavior" (p. 78). These fac­
tors he classified into six item groups of characteristics: energetic 
originality; creative interests and activities; creative writing;
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attraction to complex; self-confidence and sense of humor; freedom, 
flexibility, belief in psychical phenomena; arousal seeking, risk­
taking, and playfulness (p. 83).
There have also been researchers who have looked at the effects 
of heredity and/or environment on the development of the creative per­
sonality.
Trachtman (1975) believes that the basis for a person's creative 
abilities lies in his heredity, "Therefore, environment being equal, we 
may reason that the more richly the individual is genetically endowed 
with these structures, the higher the probability he will accomplish 
creative work" (p. 41).
Halpin and Halpin (1973) studied the effect of motivation on 
the creative thinking of college undergraduates and discovered that 
this is a very important factor in the development of a creative per­
sonality. The person must be motivated towards the goal of creative 
production if this is to be a desired end. Gray (1973) explained how 
she tried to use this motivation for creativity in her elementary class­
room, "What I mean here by 'beginning' is a planned experience, shared 
by a whole class, that provokes response, reaction and questions. As 
a teacher, I try to use these responses to stimulate self-motivated 
creativity and exploration" (p. 9^. One must agree with the viewpoint 
th«t environmental factors can have an influence on the development of 
creative abilities if one is to hold that schooling can influence these 
abilities.
The third type of theory concerning creativity concerns the 
creative product. This is the easiest part of the entire creative 
process to judge. It is the outward manifestation of creativity.
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Creative Product
Lytton (1972) named three criteria which he felt must be con­
sidered if a product is to be regarded as creative:
1. Appropriateness - the product must make sense in the 
light of the demands of the situation and the specifi­
cations of the producer.
2. Novelty - the product should be unusual as judged by 
appropriate norms, or should lead to an uncommon way 
of experiencing the world.
3. Thirdly - and this is the highest standard - we may 
judge a creative product by its power to transform 
the traditional constraints of reality and to yield 
a radically new perspective (pp. 2-3).
Brogden and Sprecher (1964) cited Gamble's 1959 Criterion Com­
mittee Report which added another criterion to the definition of crea­
tive product. This criterion was breadth of applicability, meaning 
"that a truly creative product or contribution has a characteristic of 
being itself creative in the sense that it generates additional crea­
tive activity. Other creative contributions follow in its wake" (p. 
164).
These criteria agree with the criteria of creative productions 
of Jackson and Messick (1967):
1. Frequency and fit - novelty and appropriateness of the 
response.
2. Transcendence of constraint - transformation of mate­
rial or ideas to overcome conventional constraints.
3. Impact of the product - the product should evoke sur­
prise in the viewer on first exposure.
4. Coalescence of meaning - quality of endurance.
Creative products have been the area of creativity which have 
been the most studied in order to determine the creativity of the per­
son. Torrance (1964) stated:
Of the many manifestations of creativity among children dur­
ing the elementary school period, greatest attention has been
given to creative writing and art . . . nearly all of the
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studies of creativity during the elementary years, like those 
studies of pre-schools years, have limited the scope of their 
observations to the manifestations of creativity, and so 
seriously curtailed the accumulation of knowledge (p. 81).
Welsh (1973), on the other hand, has written that there is an 
advantage to studying the creative product since "They can be studied 
at leisure independently of the creative person himself" (p. 236). He 
does, however, raise the question, "can a product tell us anything about 
the personality of the individual who produced it? Is there a direct 
relation between what one does and the kind of person he is?" (p. 236). 
His research has come up with several conflicting answers to this ques­
tion. He noted that the Wittkowers (1963) and Hook (1960) have said 
that the product cannot tell anything about the personality of the 
creator while McCurdy (1953, 1961, 1968) has reached the opposite con­
clusion. But as Welsh continued to point out, "Products, whatever their 
limitations in studying creativity, at least have the advantage of being 
tangible and available for public scrutiny. . . . Even the transitory 
acts of a stage performance can be recorded for later review" (p. 238).
Criteria for creative product raise an additional question. To 
whom does a product need to be novel in order for it to be called crea­
tive? Harlow (1967) named three levels of creativity in terms of pro­
duct novelty. A product that has novelty only to the person who has 
created it, he called Level I creativity. Level II creativity occurs 
when the product is novel to a small group and in Level III, creativity 
means that the product has novelty to the society as a whole.
Taylor (1959) also claimed that there are several levels of 
creativity and each has to do with the product. The lowest level is 
the Expressive level, this is characterized by the spontaneous drawings
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of children. The second level is the Productive, objectivity, heightened 
realism, completeness of the product. The third level is the Inventive, 
thiB involves new ways of looking at old things. The fourth level is the 
Innovative, the understanding of basic principals and making significant 
modifications; and the highest level, the fifth, is the Emergentive, the 
creation of entirely new principles or assumptions.
The study of creative products as indicators of the creative 
process, while easily available and studied, has many problems such as 
determining the novelty of the product and the level of creativity in 
which it fits.
The fourth type of definition concerning creativity is that 
which speaks of the creative press, or social pressures to create or 
not create.
Creative Press
Torrance (1969) studied the applicability of Plato's statement 
that "what is honored in a country will be cultivated there," to the 
growth of creative abilities in eleven cultures and subcultures around 
the world. In his conclusion, based on the rankings on the Ideas Pupil 
Index and results on the Torrance Tests of Creative Thinking, he claimed 
that "the ideals of the culture, reflected in the kinds of behavior 
encouraged and discouraged in its children, are prime motivators for the 
behaviors of those children" (p. 153). In the case of creativity, in 
those cultures or subcultures in which this trait was deemed important 
the scores obtained on the creativity tests were higher than in the 
other cultures.
Trachtman (1975) agreed with Torrance's finding:
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Some cultures reward certain kinds of creative activities and 
tacitly and actively discourage others. For the creative 
individuals whose native inclinations fit well with those of 
his society or whose abilities are either broad or flexible 
enough to adapt successfully to his society's preferences and 
prejudices, a happy climate for creation exists. For the indi­
vidual who is out of tune however, either by choice or by native 
bent, the likelihood is that far less will be produced (p. 45).
Torrance (1964) also has noted the effects of peer pressure on
the willingness or unwillingness of a person to create.
Anthropologists tell us that we have in the United States the 
most peer-oriented culture in the world. . . .  It is likely 
that pressures for conformity are responsible in large part 
for the sharp drop found in the developmental curves in the 
fourth grade and again in the seventh. . . .  He becomes almost 
afraid to think until he learns what his peers are thinking.
Unusual or original ideas are common targets of peer pressures 
to conformity (p. 99).
In summary, the literature indicates that the social climate in 
which one lives is of great importance to the development of the crea­
tive potential of people. The environment does play a major role in 
the development or stifling of creative abilities.
Creativity has also been studied to determine the conditions 
which enhance it and whether programs could be developed which would 
enable students to better use their innate creative abilities.
Creativity— Its Importance and Programs 
Designed to Enhance It
Alves (1972) wrote of the importance of the creative act. "A 
creative act is needed because reality goes against the aspirations of 
man by making him impotent thus undermining the very conditions of his 
wholeness. At the same time the creative act is made impossible by the 
simple fact that the dominant reality is stronger" (p. 84). To those 
who agree with this viewpoint, the need to help children retain crea­
tive potentials becomes obvious.
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Torrance (1964) noted the consistency of the research findings
concerning creative development of elementary students. These findings
show the peaks and valleys in the cycle of creative development.
In the culture of the United States, one peak in development 
seems to be reached approximately at age four-and-a-half. A 
drop, at age five when the child enters kindergarten, is fol­
lowed by increases in the first, second, and third grades.
At age nine, near the end of the third grade or at the begin­
ning of the fourth, there is a rather severe decrement in 
almost all of the creative thinking abilities. Then comes a 
period of recovery, especially for girls in the fifth grade.
This recovery, however, is primarily in fluency and not in 
originality. The recovery in originality comes largely in 
the sixth grade. After this, there is another decrease 
between the sixth and seventh grades (p. 89).
As far as the relationship of creativity to schooling is con­
cerned, several researchers noted that schools and teachers can have a 
role in the development creativity.
Merz and Rutherford (1972) found that there was a very low posi­
tive correlation between the teaching ranking of creativity in students 
and student performance on creativity tasks. This may lead one to the 
conclusion that teachers' encouragement can help creative productions 
to some extent. This teacher encouragement may be the motivation needed 
to bring out the creativity inherent in each student. That there is this 
inherent creativeness in children was brought out by Pulaski (1973) in 
the conclusion to her experiment with toys and imaginative play, in which 
she stated that by age 5, "children have a well developed fantasy predis­
position which affects their functioning regardless of sex or circum­
stances" (p. 101). Cole and Parsons (1974) cite Williams who noted 
"that all persons are creative but differ in the degree to which they 
either exhibit or have potential for creative behavior. Everyone, how­
ever, can learn to become more creative" (p. 197).
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Hallman (1964) claims that creativity can be taught and that there 
are theoretical grounds for believing this. He does not speculate, how­
ever, on how it is to be accomplished; he merely states that "regarding 
creativity as a proper aim of education has significant meaning for soci­
ety as well as for the individual" (p. 15).
There have been, however, many programs designed to help the 
teacher encourage and enhance this creative potential of the students.
Torrance and Torrance (1973) discussed the effects of nine types
of creativity enhancement programs and their success rate. They found:
The best batting averages have been compiled by those experi­
ments using the various modifications of the Osborn-Parnes 
training program (creative problem solving) and other dis­
ciplined approaches— over 90 percent. . . . The poorest bat­
ting averages have been compiled by studies involving curric­
ular and administrate arrangements and teacher-classroom 
variables (p. 9).
Some of the programs which have been developed to help teachers 
enhance children's creativity are discussed below. The Williams Total 
Creativity Program— This program is based on Guilford's structure of 
the Intellect Model. It consists of five paperbacks, two poster sets, 
two audio tapes, a teaching strategies packet, and an instructor's 
manual. Cole and Parsons (1974) discuss this program and its founda­
tions in their article. They quote Williams' philosophy of creativity 
programs, "The purpose of creativity in school classrooms is not to 
make more children creative, but to release and recognize more crea­
tivity in all children" (p. 191). The five paperback volumes are:
Identifying and Measuring Creative Potential— a manual 
to help teachers observe, identify and measure pupil 
behaviors
Encouraging Creative Potential— explains the theory and 
rationale of the program
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Teachers Workbook— explains how to interpret the data
Media Resource Book— lists of books and films selected to 
enhance the pupil processes being developed
Classroom Ideas for Encouraging Thinking and Feeling—  
ideas developed by teachers for classroom learning 
activities
The Creative Studies Project. This is one of the few programs 
designed specifically for the development of creative potentials in col­
lege students. The program was designed by Sidney Parnes and Ruth Noller 
at Buffalo State University College and consisted of a series of courses 
to be taken over a two year period for undergraduate credit. Parnes and 
Noller (1972) discuss the results of their experiment with the program 
and note six areas of gains over comparable controls. Areas of notable 
gains were in special tests given in English courses, semantic and behav­
ioral parts of Guilford’s Structure of the Intellect model, and "a grow­
ing tendency to become more productive than comparable controls in their 
non-academic achievement in areas calling for creative performance" (p. 
165). Due to the gains made in these areas the University has adopted 
this program as a regular part of the curriculum.
The Productive Thinking Program. Developed in 1966 by Covington, 
Crutchfield, and Davies, this program seeks to develop creative problem­
solving abilities and attitudes in elementary school children. The pro­
gram consists of sixteen "mystery problem" booklets. Shively (1970) 
discovered that in four of six creativity variables (verbal - fluency, 
flexibility, originality and figural - fluency, flexibility, original­
ity) , this program was more effective that the Purdue Creative Thinking 
Program in development of creative thinking abilities.
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The Purdue Creative Thinking Program. Developed by Feldhusen, 
Treffinger, and Bahlke in 1970, the program consists of a set of audio 
tapes and exercises designed to improve creative thinking in students.
The tape set consists of two sections, a "three or four minute presenta­
tion to teach a principle or idea for improving creative thinking, and 
an eight-ten minute story about an American Pioneer" (Shively, 1970, p. 
9). The exercises have printed directions, problems or questions for 
practice in the four characteristics of creative thinking— fluency, 
flexibility, originality, and elaboration.
Treffinger, Speedie, and Brunner (1974) report on the results of 
studies which were undertaken to determine the effectiveness of this pro­
gram. "The results provided further evidence that some creative thinking 
and problem-solving abilities of fifth-grade pupils can be positively 
influenced by deliberate instructional efforts" (p. 127).
Talents Unlimited Project. This is a program in Mobile, Alabama 
under the direction of Carol Schlichter. Miller (1974) used this pro­
gram, which consists of "specific activities in various curriculum areas 
for encouraging creative thinking in the tllent areas of communication, 
planning, productive thinking, forecasting, and decision making" (p.
26), in her study of creative thinking of third grade children in the 
Phillipines. Her results showed that this program was effective in 
improving the productive thinking of nine and ten year olds as well as 
improving the skills in the four subskills of creativity, fluency, 
flexibility, originality, and elaboration.
These are some of the programs which have been used with varying 
degrees of success to help release the innate creative abilities of stu­
dents, at both college and elementary level.
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Imagination
Much of the written work dealing with the imagination concen­
trates on the work of such men as Coleridge, who dreamed the Kubbla 
Khan and awoke to write it, and Kekule who visualized the structure of 
the benzene ring as a snake swallowing its tail. Recently, within the 
past 30 years, there have been authors speculating more on the struc­
ture of the imagination and its role in the life of the person.
One of the earliest to attempt to clarify the concept of imag­
ination was Gerard (1946). He defined imagination as "an action of the 
mind that produces a new idea or insight" (p. 477). He explained imag­
ination as a physiological process:
By such various mechanisms, then, great masses of nerve 
cells - the brain as a great unity - act together; and 
not merely do two or a billion units sum their separate 
contributions, but each is a part of a dynamic fluctuat­
ing activity pattern of the whole. This is the orchestra 
which plays thoughts of truth and beauty, which creates 
creative imagination (p. 496).
To Alves, this process also is the basis for personality, " . . . 
because personality is imagination made flesh. Whatever is true of per­
sonality must hold true for imagination also" (p. 140).
The development of the imagination takes place in three stages, 
according to McMillan (1924):
During the first stage, the young child has a sense of beauty 
which serves as a kind of shortcut to knowledge. . . .  In the 
second stage, he comes to grips with the realities. . . . Dur­
ing the third stage, he begins by small degrees to harmonize 
the ideal of his first vision with the world of things as they 
are (Torrance, 1964, p. 75).
Erikson also notes stages in the development of the imagination. 
The early stage he calls the Autosphere, it includes the body and objects 
close at hand. This extends to the Microsphere, in which "small objects
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are used in the creation of a miniature world. . . . Later the child's 
imaginative play utilizes life-sized objects as background for thought, 
that is, he uses the Macrosphere" (Singer, 1973, p. 156).
To many of the researchers, imagination underlies all of creative 
thinking. Rugg (1963) states that, "The key to the nature of the creative 
act lay in giving up long held presuppositions and in beginning again with 
a new orientation. This is what imagination is all about" (Alves, 1972, 
p. 67), and to Alves (1972) "we must start with imagination, for this is 
the prerequisite of the creative act. And the creative act is the high­
est expression of human life" (p. 72).
To Jones (1968), the imagination is a basic part of the human 
makeup. According to him it is not something which we acquire. " . . .  
we all have it; some of us are more free to use it than others; and all 
of us find it more accessible under some conditions than under other 
conditions" (p. 58). Sinnott (1959) agrees with this point of view, 
he claims that imagination is a "characteristically human trait" (p. 27).
Osborn (1963) cites Victor Wagner who said that imagination 
"enabled man to extend his thumb by inventing the vise - to strengthen 
his fist and arm by inventing the hammer. Step by step, man's imagina­
tion lured, led and often pushed him to the astonishing heights of power 
he now so apprehensively occupies" (p. 2).
Sinnott (1959) takes this view one step further:
Hence must have come the use of fire, communication by wit- 
ten symbols, the invention of the wheel and the bow, domesti­
cation of animals, and many more. These doubtless had no 
sudden origin but were the products of many minds; but they 
were all novelties that could not have appeared unless there 
had been someone who could imagine a situation never yet expe­
rienced, who could picture in his mind something he had not 
seen (p. 22).
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The imagination can be stimulated through education according to 
several researchers. Some have gone on to find that the stimulation of 
imagination leads to gains in other, cognitive areas.
Sloan (1974) has written that it is possible to "educate the 
imagination" through the use of a literature program in schools. " . . . 
if we present imaginative stories and poems to our pupils there will be 
a direct transfer in the form of Noble Notions and Great Truths that will 
feed young imaginations. But there is more to it than that. Literature 
stretches the imagination because it is itself of imaginative compact"
(p. 977).
To Singer (1973) imagination needs to be stimulated in order to 
flourish, "The implication here is that imagination requires stimulation 
from the environment, peer contact, parental approval and contact, and 
adequate time and space, in order to flourish" (p. 159).
The teacher, who is aware of the gains, both cognitive and affec­
tive, which are associated with the development of imagery is more likely 
to provide experiences enhancing the use of imagery. Freyberg (1973) 
noted that "In several studies, high-fantasy children have been observed 
to be creative and original in their use of play-equipment and in story­
telling" (p. 153). Biblow (1973) has stated that children who are high 
in inner imagery are less overtly aegreasiv* than tho°e wh~ are not as 
skilled in imagination.
Cognitively, Singer (1973) has noted gains in verbal abilities
accompanying the stimulation of the imagination of children. He states:
Rather, the capacity to generate imagery and to practice 
imagery and the associated verbal skills of elaboration 
are simply fundamental capacities with which most human 
beings are 'wired' and which they can develop to varying 
degrees depending on external circumstances and learning 
opportunities (p. 207).
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Although it is thought that images are usually visual, both 
McKellar (1957) and Gerard (1946) point out that individuals may differ 
in the types of images they receive. McKellar states that "Images can 
be classified in numerous different ways. One way is in terms of sense 
mode, as auditory, visual, gustatory, tactile, etc." (p. 23). While 
Gerard notes that " . . .  individuals vary in the degree to which their 
imagery is visual, auditory, tactile and the like; but this variation 
almost surely follows the chromosomes . . . "  (p. 493).
Imagination has been shown by the researchers cited above to be 
an integral part of the creative process and its enhancement a strong 
factor in the development of creative potentials.
Summary
In this chapter creativity was looked at in terms of the four 
basic types of theories into which it can be classified, process, per­
son, product and press.
The creative process was described in terms of the stages of 
conscious and unconscious thought which result in the production of a 
novel product or idea. Wallas’ (1926) four stages of process were cited 
as the basis for this section and the chapter. These are the stages of 
preparatory incubation, illumination, and verification-revision- 
communication.
The creative person was studied from the point of view which 
detail the traits and abilities which constitute the personality of 
creative people. Authors such as Torrance, Getzels and Jackson, and 
Prince were cited in order to present several points of view as to the 
creative personality.
40
The creative product was viewed in terms of the criteria which 
researchers such as Jackson and Messick (1967) have applied to the crea­
tivity of products. These are frequency and fit, transcendence of con­
straint, impact, and coalescence of meaning. Criteria supplied by others 
were also discussed in this section.
The creative press, or societal pressure on the acceptability of 
creativeness was the fourth factor discussed in this chapter. It was 
shown how the environment plays an important role in the willingness or 
unwillingness of people to be creative.
The general role of creativity in the life of the person was then 
discussed. It was shown by authors cited in this section how creativity 
can positively affect the student and why it should be encouraged in 
schools.
Imagination, as the basis of the creative process was discussed 
in the final section of this chapter. Included also was discussion of 
the role that imagery plays in creativity and its effect on cognitive 
and affective gains in students.
CHAPTER III
METHODOLOGY
Problem and Methodology
The major question asked in this study was whether or not imagin­
ation could be stimulated by activities used in the classroom. This was 
divided into two areas of investigation. The first was stated as the 
question: Would there be an increase in the creative thinking of stu­
dents, as measured by the Torrance Test of Creative Thinking, following 
the use of materials designed to stimulate imagination? The second was 
stated as the question, "What would be the effect on student's behavior 
as a result of working with the imagination enhancement materials?
Would they become less reality-bound in their creative writing and 
become more open to fantasy? Would they choose reading materials with 
fantasy content more than they had previously?
The hypotheses put forward for the first question were expressed 
in null form as follows:
1. There will be no increase in verbal creative thinking, as 
measured by the Torrance Test of Cretive Thinking, after use of imagin­
ation enhancement activities.
2. There will be no increase in figural creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imagin­
ation enhancement activities.
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An experimental group was chosen from among the fifth grade 
classes in the Grand Forks, North Dakota school district. This was 
chosen with the assistance of the Coordinator of Elementary Education 
for the school district. The teacher in this classroom was receptive 
to the study and agreed to the conditions set forth by the investiga­
tor.
The teacher of this group was given two afternoons of training 
sessions in order to become familiar with the procedures and structures 
required for the classroom during the experimental period as well as 
being familiarized with the materials themselves. At the first session 
the teacher committed himself to the following classroom structure. He 
agreed to use the materials a minimum of sixty minutes per week for the 
eight week experimental period. This could be arranged in any way the 
teacher saw fit: 1, one hour period, 2-thirty-minute periods, and so 
on. These sessions were to be held on different days of the week and 
at different times of the day. He also agreed to have a creative writ­
ing period once every two weeks during the experimental period, using 
the story starters provided by the investigator. These story starters 
included both high and low fantasy ideas and the students were free to 
accept or reject these ideas. The writing samples were to be collected 
by the investigator for analysis.
He agreed also to send the students, as a group, to the school 
library once a week and to keep anecdotal records. These records were 
to include the following information: the name and type of the material 
being used; date and time material was used; names of any absent chil­
dren; and reactions and comments of students and teacher to the mate­
rial. The teacher agreed, also, to allow the investigator to observe
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the classroom during the eight week period, and to give the Torrance Test 
of Creative Thinking to the class as a pre- and posttest.
The second training session concentrated on the materials which 
were to be used during the experimental period. The teacher was given 
an opportunity to use the materials, some of the old radio program 
records, and the deMille (1973) book of imagination games with the 
investigator. He was given an opportunity to ask questions and discuss 
any portion of the study. The investigator made arrangements to meet 
with the teacher each week and discuss the class reactions to the mate­
rials used during the week, any new materials the investigator may wish 
to give to the teacher, any results of observations or anecdotal records 
the investigator has made, and any suggestions the teacher or investi­
gator may have for using the materials the next week.
The investigator gave the class the Torrance Test of Creative 
Thinking verbal test Form B and figural test Form A as a pretest before 
the teacher began using the imagination enhancement materials. T scores 
were obtained for this test. Following the eight week experimental 
period, the same forms of the Torrance Test of Creative Thinking were 
given as a posttest and T scores were obtained. A comparison of Tor­
rance Test of Creative Thinking data was made by comparing pretest mean 
scores with posttest mean scores utilizing the t test.
The second portion of the study was designed to answer the ques­
tion, What would be the effect on students’ behavior as a result of work­
ing with the imagination enhancement materials? That is, would they 
become less reality-bound in their creative writing and become more 
open to fantasy? Would they choose reading materials with a fantasy 
content more than they had previously?
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The hypotheses for this part of the study were expressed in null 
form as follows:
1. There will be no change in the number of fantasy content books 
chosen by the students after use of the imagination enhancement materials.
2. There will be no effect on the amount of reality-boundness of 
the creative writing of the students after use of the imagination enhance­
ment materials.
The procedure developed to study the first hypothesis was as fol­
lows. Each week before the regularly scheduled library period, the 
investigator set up a display of ten books. This display included five 
books rated as high in fantasy content and five books have a more reality 
based content. The display was changed each week so that there were new 
books shown each time the class went to the library. Nothing was said 
about the display and the children were free to check out the books on 
display or to ignore them. The purpose of the display was to bring 
these books to the attention of the students. After the children left 
the library, the names of the books signed out by the children were 
recorded. Over the course of the experimental period the following 
factors were looked at:
1. The number of high-fantasy content books chosen by the 
class, as a whole.
2. The number of different children taking high-fantasy 
content books from the school library.
3. A comparison of high-fantasy content books being checked 
out of the library by boys or girls.
These questions were answered by the investigator through an analysis of 
the record of books taken from the library each week. A sample of the 
form used for this purpose is found in Appendix B.
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For testing the hypothesis dealing with the creative writing of 
the children, a procedure was used in which the investigator provided 
the class with twenty story starter idea cards. These story starter 
cards were placed in a small card file box and put in a location acces­
sible to all of the students.
Four times during the experimental period the students were 
given time for creative writing using the story starters, if they 
chose to. These writing samples were collected by the investigator 
and analyzed in terms of the amount of fantasy contained in them. The 
form, designed by the investigator to use as a guide for checking these 
creative writing samples can be found in Appendix B.
Materials
There were several types of materials used to enhance imagina­
tion in this study.
The first of these were the imagination games which are found 
in the book Put Your Mother On The Ceiling (1973) by Richard deMille. 
These games are designed so that the teacher can work with individual 
students or a small group. In these games the teacher would read the 
game and the students had the opportunity to visualize what was being 
read. An example of one of these games can be found in Appendix D.
The second type of material used was records of radio programs 
from the 1930's and 1940's. These included such adventure programs as 
The Shadow, Suspense, and War of the Worlds, and comedy programs such 
as The Great Gildersleeve. A complete listing of the broadcast record­
ings used can be found in Appendix E.
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The third form of material used was the story starter idea cards. 
Ten of the cards contained ideas which would lead the writer towards a 
story which would be high in imaginative content. Several of these were 
taken from the series of creative writing workbooks, Making It Strange 
(Synectics, 1968), one from the verbal test Form A of the Torrance Test 
of Creative Thinking (the form which was not administered to the class) 
and the remainder developed by the investigator. The other ten story 
starter idea cards contained leads which would lead the writer into more 
realistic types of stories. These were all developed by the investiga­
tor.
The students were free to use any of the story starter ideas 
which appealed to them or to use none of them, and write stories which 
originated with ideas they had developed on their own.
The Pilot Study
In order to gain an understanding of the materials and proce­
dures which were to be used in this study, and children's reactions to 
them, the investigator did a pilot study in February, 1975, at the 
Wallingford School in Wallingford, Pennsylvania. This study involved 
a class composed of fourth and fifth graders and lasted five weeks.
No attempt was made to determine the effect of these materials on the 
creativity of the children.
Summary
The major question which was asked in this study was: Can imag­
ination be stimulated by activities used in the classroom? This was 
broken down into two areas, the first area was expressed in the question: 
Would there be an increase in the creative thinking of students, as
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measured by the Torrance Test of Creative Thinking, following the use of 
materials designed to stimulate imagination? This was expressed in two 
null hypotheses:
1. There will be no increase in verbal creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imagin­
ation enhancement activities.
2. There will be no increase in figural creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imagin­
ation enhancement activities.
The second area studied in this investigation was expressed by 
the following questions: What would be the effect on students' behavior 
as a result of working with the imagination enhancement materials? Would 
they become less bound to reality in their creative writing and become 
more open to flights of fantasy? Would they choose reading materials 
with a high-fantasy content more than they had previously?
The null hypotheses for this part of the study were expressed as
follows:
1. There will be no change in the number of fantasy content 
books chosen by the students after use of the imagination enhancement 
materials.
2. There will be no effect on the amount of reality-boundness 
of the creative writing of the students after use of the imagination 
enhancement materials.
These were studied through the use of the following imagination 
enhancements materials, records of old radio comedy and adventure pro­
grams, a book of imagination games by Richard deMille, and creative 
writing story starters. The Torrance Test of Creative Thinking was
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given as a pre- and posttest and a t test was used to compare means. 
Creative writing samples were analyzed at several different points dur­
ing the study in order to determine if there was an effect of the use 
of imagination enhancement materials on this activity. Records were 
also kept and analyzed as to the library books which the children were 
checking out from the school library to determine if the use of the 
imagination enhancement materials had any effect on the reality/ 
fantasy content of the books the children chose to read.
CHAPTER IV
RESULTS
The Study of Creative Thinking of the Students
This study, which was an investigation of the stimulation of 
creativity through the use of imagination enhancement materials, was 
divided into two sections.
The question asked in the first section was, "Would there be an 
increase in the creative thinking of students, as measured by the Tor­
rance Test of Creative Thinking, following the use of materials designed 
to stimulation imagination?" This question was expressed in two null 
hypotheses as follows:
1. There will be no increase in verbal creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imag­
ination enhancement activities.
2. There will be no increase in figural creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imagin­
ation enhancement activities.
Results of the Verbal Creative Thinking Tests
According to Table 19 of the Norms-Technical Manual (Torrance, 
1974, p. 51) the mean of the raw scores of fluency factor on the Tor­
rance Test of Creative Thinking Verbal Test Form B, increase from 56.4 
to 73.9 from fifth to sixth grade, the flexibility factor increases from
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28.3 to 34.5 during that time and the originality factor increases from 
27.9 to 45.5. Torrance sees this point in development as one where ver­
bal creativity increases in children, a period of recovery in fluency 
and flexibility. Table 1 shows the mean gains in verbal creativity, in 
T-scores for the population of this study.
TABLE 1
VERBAL T-SCORE RESULTS
Fluency Flexibility Originality
Pretest 43.56 48.20 49.52
Posttest 45.32 51.12 53.52
The fluency factor on the verbal pretest had a class mean T- 
Score of 43.56 which is comparable to a percentile rank of 27. On the 
posttest this factor increased to a T-Score of 45.32 or a percentile 
rank of 31, and this was found to be a nonsignificant gain through the 
use of a t test. Table 2 shows the raw score figures used for this
t test.
TABLE 2
COMPARISON OF VERBAL FLUENCY USING t TEST
Mean D.F. P.
Pretest 60.88 24 N.S.
Posttest 66.56 24
51
The flexibility factor on the verbal pretest had a class mean 
T-Score of 48.2 which translated into a percentile rank of 42. This 
factor on the posttest increased to a class mean T-Score of 51.12 or a 
percentile rank of 54. This change was also analyzed using a t test 
and the gain was shown to be nonsignificant. This may be seen in 
Table 3 as raw score data used to perform the t test.
TABLE 3
COMPARISON OF VERBAL FLEXIBILITY USING t TEST
Mean D.F. P.
Pretest 28.6 24 N.S.
Posttest 31.16 24
The class mean T-Score on the verbal originality factor on the
pretest was 49.52 or a percentile rank of 50. This increased to a class
mean T-Score on the posttest of 53.52 or a percentile rank of 66. Uti-
lizing the t test this gain was also found to be not significant. This
data, used for the t test, is shown in tabular form in Table 4.
TABLE 4
COMPARISON OF VERBAL ORIGINALITY USING t TEST
Mean D.F. P.
Pretest 45.24 24 N.S.
Posttest 56.96 24
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Although there were increases in all three of the creativity fac­
tors on the verbal tests of creative thinking, these increases were all 
shown to be not significant and Hypothesis 1 was accepted.
Results on the Figural Creative Thinking Tests
The Norms-Technical Manual for the Torrance Tests of Creative 
Thinking (1974), Table 16, shows that the mean scores in fluency on the 
figural test form A decreased from 21.8 to 20.2 between the fifth and 
sixth grades. Likewise, the fluency scores decreased during the same 
period from 16.0 to 15.8. Only the originality score increased from 
28.1 to 29.0 during this time. With these expectations of decreasing 
fluency and flexibility scores and only an increase of 0.9 in the orig­
inality score it was surmised that any increase in these scores would 
be indicative of growth due to the activities presented during the 
course of this study.
The raw scores on the figural test were converted to T-Scores 
utilizing the T-Score conversion chart (Table 22, p. 54) in the norms 
manual. The mean of the T-scores was obtained for each of the three 
creativity factors studied. The elaboration factor was not included 
in this study. The T-scores were also converted into percentile ranks 
using a table of normal distribution. The mean T-Scores on the pre­
test and posttest are shown in Table 5.
The class mean T-score on the figural pretest for the fluency 
factor was 45.96 which transformed into a percentile rank of 34. On 
the posttest the figural fluency T-score was 53.64 which translated 
into a percentile rank of 66. A t  test was performed on the raw score 
data to check for significance. This was done utilizing the data found
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FIGURAL T-SCORE RESULTS
TABLE 5
Fluency Flexibility Originality
Pretest 45.96 49.48 52.28
Posttest 53.64 53.32 58.72
in Table 16 (p. 49) in the norms-technical manual. It was found that
this data was significant at the .001 level. The raw score data used
for the t test is given in Table 6.
TABLE 6
COMPARISON OF FIGURAL FLUENCY USING t TEST
Mean D.F. P
Pretest 20.88 24 P>.001
Posttest 26.28 24
On the flgural pretest, the class mean T-Score for the flexibil­
ity factor was 49.48 which was translated into a percentile rank of 46. 
The flexibility factor class mean T-Score on the posttest was 53.32 
which translated into a percentile rank of 62. A t  test for signifi­
cance was performed and it was found that the change indicated on this 
factor was significant at the .05 level. The figures used for the t 
test are shown in Table 7.
The originality factor score was obtained on the pretest as a 
class mean T-Score of 52.28 which is comparable to a percentile rank
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COMPARISON OF FIGURAL FLEXIBILITY USING t TEST
TABLE 7
Mean D.F. P
Pretest 16.04 24 P >.05
Posttest 18.16 24
of 58; on the posttest the class mean T-Score on this factor was 58.72 
which is comparable to a percentile rank of 82. A t  test was performed 
for this factor and showed the data to be significant at the .05 level. 
The t test data is given in Table 8.
TABLE 8
COMPARISON OF FIGURAL ORIGINALITY USING t TEST
Mean D.F. P
30.08 24 P >.05
37.32 24
The analysis of the data obtained on the Torrance Test of Crea­
tive Thinking Figural Test Form A showed significance on all three fac­
tors studied and therefore Hypothesis 2 was rejected.
The Study of the Creative Behaviors of the Students 
The second section of the study was designed to study the effects 
of the imagination enhancement materials on the creative behaviors of the 
children. Two areas of behavior, creative writing, and choice of books
Pretest
Posttest
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selected for recreational reading were investigated. Questions posed 
were: What would be the effect on student’s behavior as a result of 
working with imagination enhancement materials? Would they become 
less reality-bound in their creative writing and become more open to 
fantasy? Would they choose reading materials with a fantasy content 
more than they had previously?
Two null hypotheses were expressed for this area of the study:
1. There will be no change in the number of fantasy content 
books chosen by the students after use of the imagination enhancement 
materials.
2. There will be no effect on the amount of reality-boundness 
of the creative writing of the students after use of the imagination 
enhancement materials.
Results of the Observation of Library Book Selection
The study of the first hypothesis took place each week beginning 
with week two of the study. The children's reading selections were 
noted and categorized into being primarily fantasy or reality books. 
Books were classified as either fantasy or reality by their contents. 
Fantasy books were classified as such if they contained impossible situ­
ations: space travel, ghosts, time travel, books with talking animals 
as main characters, were the book content which were called fantasy. 
Reality books contained stories which had a possibility of occurring: 
books with characters who had to deal with situations in life which the 
students might someday themselves deal with. Some of the reality books 
were mysteries with children solving the crime-farfetched but not 
impossible. These lists of books were analyzed for numbers in each
56
category, total percentage of fantasy books chosen, total number of chil­
dren checking out books of fantasy content, and boys vs. girls in checking 
out of fantasy books.
It was discovered immediately that there was a type of book which 
was being chosen which fit neither category. Cartoon books, such as 
Dennis the Menace, or We Love You Snoopy, were being taken from the 
library in a substantial number and yet were not considered as fitting 
either in the fantasy or reality categories, since the picturing was 
done by the artist and no visualization was required by the reader.
Table 9 shows the total number of books, fantasy or reality which 
were checked out by the students through the course of the study. It 
must be stated that during week four the class was working on reports 
and many of the reality books checked out were related to this project. 
Also to be noted is that during week eight there were two unclassifiable 
books checked out. One of these was a magazine containing several plays 
and the other was a joke book.
TABLE 9
LIBRARY BOOK ANALYSIS— NUMBER AND PERCENTAGE
Week of
Study Fantasy Reality Cartoon Unclassified
2 3 (21%) 10 (71%) 1 ( 7%) —
3 9 (33%) 18 (67%) 0 ( 0%) —
4 1 (04%) 21 (91%) 1 ( 4%) —
5 7 (23%) 17 (54%) 7 (23%) —
6 3 (15%) 12 (60%) 5 (25%)
7 2 (11%) 10 (56%) 6 (33%) —8 6 (26%) 10 (43%) 5 (22%) 2 (9%)
Totals 31 (20%) 98 (63%) 25 (16%) 2 (1%)
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On a percentage wise basis there was very little change in the 
reading materials chosen by the class as a whole over the course of the 
study. They did not select more books of a fantasy content as a group. 
Over the seven weeks that library books were being checked only 31 fan­
tasy books were taken from the library for a percentage of the total of 
20 percent. Reality books constituted 63 percent of the total number of 
books checked out with a total of 98. It is interesting to note that 
there were almost as many cartoon books 25 (16%) checked out as fantasy 
books.
It was found that over the period of the experiment there were 
fifteen different children who checked out the fantasy books; this is 
out of a total class enrollment of twenty-five. Of these fifteen, six 
took out fantasy books more than one week, and three took out more than 
one fantasy book during a single week.
Another factor which was looked at was the number of fantasy or 
reality books taken out by boys and girls each week. Table 10 shows the 
breakdown of the numbers of books taken out, subdivided by sex of the 
reader.
It may be noted that for weeks two through six girls were reading 
more of those books classified as fantasy than boys (18 to 5). During 
weeks seven and eight, boys and girls took out an equal number of fantasy 
books (four). Girls checked out more than twice as many fantasy books 
through the entire course of the experiment. Girls checked out more than 
twice as many reality books than boys, and as a total, girls checked out 
3.2 times the number of books than boys.
One interesting pattern did emerge in the area of cartoon books. 
It was noted that a total of 25 cartoon books was checked out by the
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TABLE 10
GIRLS AND BOYS BOOK SELECTIONS
Girls Girls Boys Boys
Week Fantasy Reality Fantasy Reality
2 2 6 1 4
3 6 13 3 5
4 1 14 0 7
5 7 12 0 5
6 2 11 1 1
7 1 6 1 4
8 3 8 3 2
Total 22 70 9 28
class; of these 2 were checked out by girls and 23 by boys. This shows 
that boys were reading 11.5 times the number of cartoon books than girls.
There were no patterns in book selection throughout the course 
of this study and no inferences could be drawn from this concerning the 
role of imagination in children's reading selections. For this reason, 
hypothesis 1 of this section of the study was accepted.
Results of the Observation of Creative Writing Samples 
The second hypothesis of this section of the study dealt with 
the creative writing of the students. This investigator prepared a 
form (see Appendix B) with which to rate the presence of certain fac­
tors which the investigator selected as indicative of fantasy content 
in the writing samples collected. These factors were: improbable situ­
ations, made up words (or imaginative use of words), characters doing 
impossible things, talking animals, magic, and much detail given about 
characters and/or settings (this factor was felt to indicate internal
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visualization). The writing samples were collected for the first, fourth, 
fifth, and seventh week of the study. Each of the writing samples was 
analyzed for the presence of the factors which were noted as being indic­
ative of fantasy content. Table 11 shows the number of times, and per­
centages of times each of the factors appeared each sample week.
TABLE 11
APPEARANCE OF CREATIVE WRITING FANTASY FACTORS 
Factors Number Percentage
1
2
3
4
5
6
1
2
3
4
5
6
1
2
3
4
5
6
1
2
3
4
5
6
Week 1
7 47
1 7
6 40
1 7
1 7
3 20
Week 4
12
6
1
0
4 
1
Week 5
3
3
2
1
0
5
Week 7
10 38
2 8
2 8
3 12
2 8
6 23
20
20
13
7
0
33
52
26
4
0
17
4
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The percentages given indicate the percentage of times the factor 
occurred on the total number of samples collected. Of the six factors, 
factor 1, improbable situations was consistently found to be either the 
highest or second highest on all weeks, and during week four it appeared 
on 52 percent of all the samples collected. Factor four, talking animals, 
was normally the least prevalent not appearing at all during week four.
The other factors ranged in occurrence between 40 percent on week one for 
the factor of characters doing impossible things (4), to magic, factor 5 
not appearing at all during week five.
There was no indication of any general shift in the number of 
occurrences of these factors from week one to week seven. There was, 
however, a shift in the style of writing from the first week to the 
seventh. The investigator noted several generalized changes in this 
style: First, he noted that the creative writing samples, were as a 
rule, longer than they were previously. Second, it was noted that many 
of the children were writing the stories in serial form with each week's 
writing sample a continuation of what went before. Third, the style of 
the narratives changed in several examples from a third or first person 
narrative tale to a story told strictly in dialogue. Even though these 
changes in the essence of the writing occurred, Hypothesis 2 of this 
section was accepted since it dealt strictly with the reality-boundness 
of the stories and not with their style.
There were other residual changes in the class during the course 
of the study which were not looked for as part of the analysis needed for 
studying the hypotheses. The classroom teacher noted the excitement 
which the recordings of radio programs brought to many members of the 
class. On the anecdotal record sheet for February 25 he noted children's
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comments following the use of the record "Golden Days of Radio Volume II." 
This record is a series of short excerpts from various radio comedy pro­
grams. The comments of the children ranged into the area of how radio 
comedy made them laugh more than television comedy and how the voices of 
the characters gave clues as to their personality. At another time, a 
child notes to the investigator that "listening to the radio stories my 
imagination can go farther than with television." And the children 
appeared eager to listen to the records.
The teacher had earlier noted that when he used the deMille imag­
ination games that the students had become so involved with the images 
that it was difficult to "bring them back to the real world." He found 
with the imagination games that the children were better able, or per­
haps more willing, to enter the world of images in small groups rather 
than whole class grouping; and that as they progressed through the book 
of imagination games and the games became shorter, there was a much 
greater involvement on the part of the students.
Another factor in this part of the study became apparent to this 
researcher. As the excitement of the children became greater at the use 
of the materials, particularly the records, the involvement of the 
teacher grew, also. He used the materials for a longer period of time 
than the eight hour minimum specified in the study and became interested 
in obtaining records and tapes of radio programs himself. This domino 
effect led to more creative type activities on the part of the teacher 
and students and may have accounted for some of the positive results in 
this study.
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Summary
For the first question, which dealt with the effect of imagina­
tion enhancement materials on the creative thinking of students as mea­
sured by the Torrance Test of Creative Thinking, it was discovered that 
verbal creative thinking was not influenced to any significant extent 
by these materials. Figural creative thinking was influenced signifi­
cantly, especially in the area of fluency which was significant at the 
.001 level, gains in flexibility and originality were also significant 
at the .05 level.
There was no generalized trend apparent in the reading habits 
of the children and this study apparently had little or no effect upon 
this. However, it must be noted that only those books that were taken 
from the school library during the regularly scheduled period were exam­
ined and books read at other times were not included in the study.
In creative writing there was no recognizable trend showing more 
of the fantasy factors that were looked for in this study. There were, 
however, other factors which appeared such as the length of stories 
increasing, more stories told in dialogue rather than narrative, and 
many children writing stories in serial form.
For both teacher and students, as the excitement of using these 
materials grew, other creative activities were apparent in the classroom 
and these activities may have helped account for some of the positive 
results on this investigation.
CHAPTER V
SUMMARY, DISCUSSION AND CONCLUSIONS 
Summary
The purpose of this study was to determine whether or not imagin­
ation, considered to be the basis of the creative process, could be stim­
ulated by activities done in a school classroom. This was divided into 
two areas of investigation. The first was expressed in the question, 
Would there be an increase in the creative thinking of students, as mea­
sured by the Torrance Test of Creative Thinking, following the use of 
materials designed to stimulate imagination? Two hypotheses were tested 
in this part of the investigation:
1. There will be no increase in verbal creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imag­
ination enhancement activities.
2. There will be no increase in figural creative thinking, as 
measured by the Torrance Test of Creative Thinking, after use of imagin­
ation enhancement activities.
The second area of investigation for this study was expressed as 
the following questions: What would be the effect on student's behavior 
as a result of working with the imagination enhancement materials? Would 
they become less reality-bound in their creative writing and become more 
open to fantasy? Would they choose reading materials with a fantasy
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content more than they had previously? There were two hypotheses tested 
in this area of the study:
1. There will be no change in the number of fantasy content 
books chosen by the students after use of the imagination enhancement 
materials.
2. There will be no effect on the amount of reality-boundness 
of the creative writing of the students, after use of the imagination 
enhancement materials.
The research population for this study was comprised of twenty- 
five fifth grade students enrolled in one classroom in the Grand Forks 
Public School District during the 1975-76 school year. The class used 
for this study was selected with the assistance of the Coordinator of 
Elementary Education for the school district. The teacher in this 
classroom was receptive to the study and agreed to the conditions set 
forth by the investigator.
In the first section of the study, the data was analyzed through 
a comparison of pre- and posttest raw scores using a t test. T-Scores 
and percentile rankings were also obtained for the scores received on 
this section of the study. In the second area of investigation the 
data was analyzed heuristically using observational and anecdotal data 
collected during the course of the study. There was no attempt made to 
perform any statistical analyses on the data in this area of the study.
Summary of Findings and Discussion
In the area of investigation covered by the first question, the 
relationship of the imagination enhancement materials to the creative 
thinking of children, it was found that the experimental activities
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significantly affected figural creativity but not verbal. Figural creatiV' 
ity is that which is related to drawings and other artwork produced by the 
students. It is measured on the Torrance tests by incomplete drawings of 
various types which the student must complete in the most imaginative way 
he can. An explanation for this finding is that the type of internal 
visualization necessary for the total involvement in the imagination 
activities is the same type utilized on the figural test. The picturing 
within one’s mind of images which are productive and allow one to fill 
in the missing visual elements, is a skill which is necessary both in 
seeing stories which are only heard and in formulating internal pictures 
where there are few visual cues. It may be simply that this visualiza­
tion skill is not as important in verbal creative thinking.
It was in the factor of figural fluency (the production of many 
ideas on a subject) that the gains were most significant (P >.001). This 
is possibly due to the personalization of images. The greater the amount 
of personal involvement, the more images one may conjure upon a given sub­
ject. It is also possible that this personalization of imagery enhances 
the factor of elaboration. Although this factor was not included in this 
study, an observation of the test booklets showed a good deal of detail 
added to many of the drawings. This is indicative of intense visualiza­
tion of the details necessary to tell a complete story with a picture.
The flexibility and originality factors on the figural test were 
each significant at the .05 level. This may be due to the children being 
slightly unwilling to change subject areas when they are intensely visual­
izing and elaborating on a particular area and to the still unacceptable 
behavior of being different. The gains they did make in originality may 
the beginning of a breakthrough into original figural thinking. Since
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the experimental period was only eight weeks long, many more breakthroughs 
would be possible over a longer period of time.
On the verbal test for all three of the creativity factors, the 
gains recorded were all nonsignificant. This may be due to the fact that 
the picturing which goes on internally during the type of activity which 
was used for this study is different than that which is used during ver­
bal creativity activities. If the class had been given activities during 
the course of this investigation that utilized the kind of inner visual­
ization necessary for verbal productions there may have been a more sig­
nificant result. As Torrance (1964) pointed out, it is during this 
period in a child's life that a recovery in verbal creativity occurs.
It may be that this natural recovery tendency made any gains which 
occurred during the study less likely to be significant.
In the area of the investigation which dealt with the effect of 
the imagination enhancement materials on the reading habits of the chil­
dren, there were no observable trends indicating any kind of shift in 
book selection from reality to fantasy books.
The creative writing samples collected at various points during 
the study likewise showed no generalized tendency to depart from reality 
and enter the world of fantasy, at least on those factors which were 
looked at in this investigation. The substance of the writing remained 
stable and did not shift into another frame of reference. There was, 
however, a shift in the essence of the writing through the period of the 
study. The samples collected showed several general tendencies; first, 
the children were writing more, the stories were longer; second, many 
of the stories were being written in serial form, continuing from week 
to week; the third, in many cases the form of the narrative changed from
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a third person narration to stories told in dialogue form. It is apparent 
that the internal visualization which resulted from playing the imagina­
tion games and listening to the radio records did not affect the content 
of the stories being written. It may have affected the way in which the 
children approached their writing assignments in terms of length, style, 
and form. Apparently, the visualizations opened to the children ways of 
approaching a problem, in this case creative writing, in other than the 
standard way they had previously approached it.
Discussion
To this investigator, the ability to visualize internally, the 
trait called imagination, is related to many abilities which are not 
normally attended to in schools. The ability to approach problems in 
manners other than the standard one, and to gain in figural creative 
thought particularly in the aspect of idea production known as fluency, 
are two of the gains which were attributable to internal imaging activ­
ities.
Another very important result from the use of the imagination 
enhancement materials was the generation of excitement with the class 
members. This excitement was contagious and the teacher in the class­
room was also affected by it. The children looked forward eagerly for 
the games and records. This led in turn to the teacher becoming excited 
by these enhancement materials and to the use of more creativity-related 
activities within the classroom. The teacher became so involved with 
the materials that he is now in the process of obtaining records and 
tapes of radio programs himself.
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Conclusions
1. Stimulation of imagination through use of records of radio 
adventure and comedy programs and imagination games led to significant 
gains in the figural creative thinking in these fifth grade students.
2. Stimulation of imagination through the techniques named 
above led to less substantial gains in the verbal creative thinking of 
these fifth grade students.
3. Imagination enhancement activities had no affect on the 
type of books chosen for recreational reading.
4. Students' creative writing was affected by stimulation of 
internal visualization not in content but in style.
5. The stimulation of children's imaginations led to a con­
tagious excitement within the classroom which led to the inclusion of 
more creative activities.
Recommendations for Classroom Use
1. That children be given creative writing experiences following 
the stimulation of their imaginations, in order to allow them to begin to 
approach problems and situations in manners different than the ones to 
which they are accustomed to using.
2. That schools use imagination stimulators similar to the ones 
used in this study, such as radio tapes, and imagination games, in order 
to encourage the creative potentialities of students.
3. That teachers be encouraged to develop and use imagination 
enhancement materials within their classrooms, in order to provide expe­
riences in creative thinking which are most appropriate to their stu­
dents.
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Recommendations for Future Research
1. Similar studies should be undertaken over a longer period of 
time, perhaps an entire school year; using a larger population of stu­
dents; using teachers who encourage creativity to different extents in 
their classrooms and who represent a variety of classroom styles; and 
using students of a different grade level. The effect of controlling 
these variables is to account for some of the factors which appeared on 
this study.
2. Efforts should begin to develop a classroom test of visual 
imagination for children, in order to better gauge the growth of this 
ability.
3. A study of the effects of reading either by the students, or 
to the students of fantasy books on their creative writing should be 
undertaken. This would provide information on the role of books in the 
child's written production.
4. A similar study on the role of certain television programs, 
geared for children, on creative production should be undertaken in 
order to determine the internal visualization affects of that stimulus 
on creativity.
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CREATIVE WRITING STORY STARTERS
Fantasy Leads
1. One morning I woke up and found that the Red River was filled with 
ice cream.
2. Imagine you are a mouse caught in a forest fire. Trees are falling 
and flames leap up all around you. The heat is unbearable.
3. Try to imagine that you are a small boat in a big storm. The wind 
is wild and the waves knock you about. How do you feel?
4. As I landed my rocket ship on Mars....
5. If I were granted three wishes I would..,.
6. You are a moth floating around on a later summer afternoon. A 
hungry bird spies you and attacks! He is three inches away!
7. The great green, gigantic, furry, firebreathing frazimus was get­
ting closer and closer....
8. If all the clouds were attached to the earth by string....
9. You are a teabag. How does your body react when you are plunged 
into a cup of boiling water?
10. You are hunting a lion. Your cubs are starving. For the past three 
days you have been unable to find food for them. You must go on a 
final desperate hunt.
Reality Leads
1. The first day of vacation was just starting....
2. My dog and I....
3. When I first came to Grand Forks....
4. When I was the star of my team....
5. My cat and I were walking near the Red River when....
6. My younger brother is really a pest. Last week he....
7. My favorite birthday party.
8. When I was in charge of....
9. As I was walking to school yesterday....
10. My first day at school.
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FORMS USED BY THE INVESTIGATOR 
Creative Writing Checklist
Student's Name 
Date
Presence of, and examples of:
1. Improbable Situations:
2. Made up words (or imaginative use of words):
3. Characters doing impossible things:
4. Talking Animals:
5. Magic:
6. Much Detail Given about Characters and/or Settings:
74
Teacher's Record of Imagination Materials Used 
Date:
Day of the Week:
Time of Day:
Type of Material Used:
Name of Material Used:
Length of Time Material was Used:
In What Manner was the Material Used:
Names of absent students:
Reaction from Class:
Comments from Teacher:
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Library Book Observation Form
Date
Book Title High-Low Fantasy Type Checked Out By
APPENDIX C
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LIBRARY DISPLAY BOOKS
Fantasy 
The Hobbit
The Twenty-One Balloons
Mrs. Frisby and the Rats of NIMH
Magic To Burn
Freddy and the Men from Mars 
Twilight of Magic
Alice’s Adventures in Wonderland and Through the Looking Glass 
Earthfasts
A Ghost Around the House
Mrs. Pickerell and the Weather Satellite
The Mysterious Planet
Knight's Castle
A Penny A Day
The Shy Stegosaurus of Indian Springs 
Alfred Hitchcock's Monster Museum 
From the Earth to the Moon 
The Pushcart War 
Bed-Knob and Broomstick
Spooky Tales About Witches, Ghosts, Goblins, Demons, and Such 
Oscar Lobster's Fair Exchange 
The Astonishing Stereoscope
The Thing at the Foot of the Bed and Other Scary Tales
Famous Monster Tales
Freddy and -the Flying Saucer Plans
The Emerald City of Oz
The Princess and the Goblin
Gulliver's Travels
Bambi
Cricket in Times Square 
Magic or Not?
Rabbit Hill
Frankenstein
The Borrowers Aloft
Stuart Little
The Phantom Tollbooth
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Reality
Lad, A Dog
Its Like This Cat
I, Adam
Across Five Aprils 
The Wolf in Olga's Kitchen 
About the Bnai Bagels 
Island of the Blue Dolphins 
Traveler From A Small Kingdom 
Deep Trouble 
The Penderel Puzzle 
Rifles for Watie
Jennifer, Hecate, Macbeth, William McKinley, and Me, Elizabeth
The Valley of the Shadow
Green Grass of Wyoming
The Prisoner in the Park
Misty of Chinoteague
Men of Athens
Quest of the Snow Leopard
The Planet of Junior Brown
Eight Cousins
Burma Rifles
So Dear To My Heart
Man O'War
From the Mixed Up Files of Mrs. Basil E. Frankweiler
Little Women
Cop's Kid
National Velvet
The Ark
The Lost Prince
Tyler, Winkie, and Skee
Pyramid
The Ostrich Chase 
Victoria
The First Book of the Olympic Games 
The Second Mrs. Giaconda
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AN EXAMPLE OF AN IMAGINATION GAME FROM 
PUT YOUR MOTHER ON THE CEILING
HOME
We get used to the way things look, especially at home. We don't expect
to see them changed. If we changed everything around in our house, do
you think we could get used to it again? I suppose we could, after a 
while.
This game is called HOME.
Do you know just how Home looks? / Do you know how all the rooms look? /
Do you know where all the things are in all the rooms? / Let us play a
game of changing everything around.
Let us take the stove out of the kitchen and put it in some other room. 
What room would you like to put it in? / All right, now take the kitchen 
sink and put it with the stove. / How do they look together there? /
Take something else out of the kitchen and put it with the stove and 
sink. / Take all the things that are left in the kitchen and pile them 
on the ceiling of the kitchen. / Turn the kitchen floor into glass. /
Have some fish swimming under the floor. / Is there anything else you 
would like to do to the kitchen? / All right, do it.
Now change the bathroom all around. First, make it about twice as big. / 
Put the bathroom tub outside the window. / Have the toilet where the bath­
tub was. / Have the washbasin on the ceiling. / Have the medicine cabinet 
in the floor. / Have the toilet in the bathtub. / Have the door in the 
ceiling. / Is there anything else you would like to do to the bathroom? / 
All right, do it.
Now move all the beds in the house. / Where would you like to put your 
bed? / Where would you like to put your Mother's bed? / Are there any 
other beds you would like to move? / All right.
(The following may be used for the remaining rooms, and varied at the 
discretion of the reader.)
Now change_____room around. Put the_____on the ceiling. / Have the_____
hanging on the wall. / Have the_____hanging on another wall. / Throw the
_____put the window. / Put the_____into another room. / Put the_____into
the ground under the house. / Hide the_____in the_____. / Roll the_____
up in the_____. / Is there anything else you would like to change? /
All right.
Now, let's look at the house from the outside. / How does it look? /
Make the house taller and thinner. / Make it a little shorter and fat­
ter. / Move it a little way from you. / Bring it a little closer to 
you. / Change the color of the house. / Put another house exactly like 
it right beside it. / Change the color of the houses again. / Change 
it again.
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Turn the houses upside down. / Have trees grow up out of the bottoms of 
them / Turn the houses into glass. / Turn them right side up. / Put them 
on another street. / Put them in another country. / Have them on top of 
a mountain. / Have them in a desert. / Have your friends riding camels 
all around them. / Have the houses floating on a lake. / Have your 
friends paddling canoes all around them.
Throw those houses away. / Have two new ones made of green bananas. /
Turn the bananas blue. / Turn them yellow. / Turn them into feathers. / 
Turn them red. / Have all the feathers blow away. / Have no houses at 
all.
Have two new houses made of flowers. / Throw the flowers away. / Have 
no houses at all. / Have two houses made of sticks. / Throw the sticks 
away. / Have no houses. / Have two houses made of birds' nests. / Throw 
the birds' nests away. / Have no houses.
Have a big desert with no houses in it. / Look all around and see that 
there are no houses. / Have a big mountain with no houses on it. / Look 
all over it and see that there are no houses. / Have a large forest with 
no houses in it. / Look all through it and see that there are no houses 
in it.
Have a street with no houses on it. / Look up and down it and see that 
there are no houses. / Have lots of houses on it. / Have no houses on 
it. / Have one house on it. / Make the house bigger. / Make it smaller. / 
Make it any size you want it to be. / Is there anything else you would 
like to do with that house? / All right, do it.
What was the name of the game we just played?
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Books
MATERIALS USED
deMille, R. Put Your Mother On The Ceiling. New York: Viking Press, 
1973.
Poteet, G. H. Radio 1 Dayton, Ohio: Pflaum, 1975.
Settel, I. A Pictorial History of Radio. New York: Grosset and Dunlap, 
1967.
Records
Golden Days of Radio - Volume 1
The Great Gildersleeve
Jest Like Old Times
The Lone Ranger
Mandrake The Magician
Radiola Corporation Release //6- Captain Midnight, Jack Armstrong, Dick
Tracy, Buck Rogers
The Shadow - Volume 1 
The Shadow - Volume 2 
Suspense (with Bela Lugosi)
War of the Worlds
When Radio Was King - George Burns and Grade Allen, 1940's
When Radio Was King - Suspense, 1940*5
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